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BCE	 	 	 	 Before	Common	Era	(used	in	place	of	BC	–	‘Before	Christ’)	
	
BL	 	 	 	 The	British	Library,	London	
	 viii	
	
CE	 	 	 	 Common	Era	(used	in	place	of	AD	–	‘Anno	Domini’)	
	
DL	 	 	 	 The	Theatre	Royal,	Drury	Lane,	London	
	




























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































Title	 Character	 Act	/	Sc	 Score	No.	/	Page	 Comments	
[1]	‘From	the	
Caledonian	Shore’	







































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































Charon!	Hear	a	wretch	oppress’d	 (‘Charon	 and	 Amintor’),	 bb.	 49–
57.	
	
	
In	fact,	the	Charon	dialogue	was	far	from	finished	in	England,	and	was	to	be	
utilized	again	by	greater	and	lesser	composers	in	the	post-Restoration	period	
both	in	its	traditional	format,	and	also	adapted	for	the	purposes	of	condemning	
the	very	same	political	powers	whose	suppression	and	censure	had	led	to	the	
creation	of	the	earlier,	more	subtle	and	coded	works	discussed	above.			
	
Charon	Dialogues	from	the	Restoration	period	onwards:		
	
(i)	Henry	Purcell:	‘Haste,	haste	gentle	Charon’	
	
Henry	Purcell’s	contribution	to	the	English	Charon	dialogue	musical	literature,	
‘Haste,	gentle	Charon’	appears	to	have	been	the	last	dialogue	interaction	
Chapter	8:	Spirits	
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specifically	between	Charon	and	Orpheus	in	English	in	the	period.	The	non-
theatrical	dialogue	genre	was	considered	old-fashioned	by	the	time	that	Purcell	
entered	into	adulthood	in	the	mid-1670s,	but	as	can	be	deduced	from	the	
examples	discussed	in	this	chapter,	there	were	still	instances	of	new	material	
being	added	to	the	repertoire	into	the	1680s,	which	is	indicative	that,	for	at	least	
the	Infernal	Dialogue	part	of	the	genre,	there	was	still	an	appetite	from	English	
audiences	and	performers.77			
	 When	exactly	‘Haste,	gentle	Charon’	was	written	is	uncertain,	but	Shay	
and	Thompson	put	the	date	around	1681/1682,	and	so	from	a	similar	period	as	
the	Charon	dialogue	setting	by	Henry	Hall	(discussed	below).78	Its	inclusion	in	
GB-Lbl,	RM.	20.h.8	indicates	that	the	dialogue	was	used	at	court,	and	most	likely	
composed	for	that	specific	purpose.	The	only	contemporary	sources	of	the	work	
are	in	manuscript	form	rather	than	being	included	in	one	of	the	many	printed	
collections	produced	by	the	Playfords	and	others,	which	may	imply	that	the	
infernal	dialogue	had	limited	commercial	and/or	cultural	currency.		
Purcell’s	dialogue	seems	to	be	unique	in	the	use	of	two	bass	voices	of	
similar	range	for	the	characters	(Charon:	A–e	flat’,	Orpheus:	B	flat–e’),	though	
Charon	generally	sits	lower	than	Orpheus.	Purcell	was	undoubtedly	writing	for	
specific	singers	(at	court)	who	were	distinguishable	by	idiomatic	tonal	colour.	
The	identity	of	the	intended	singers	of	the	roles	is	not	specified	in	sources,	but	
James	Hart,	Leonard	Woodson,	John	Bowman	and	John	Gostling	were	all	bass	
singers	at	court	in	1681.	Gostling	was	well-known	for	his	deep	bass,	and	
																																																								
77	Holman	(1994),	pp.	26–27	
78	Robert	Shay	and	Robert	Thompson,	Purcell	Manuscripts:	The	Principal	Sources	(Cambridge:	
Cambridge	University	Press,	2000),	p.	169;	Peter	Holman	and	Robert	Thompson,	‘Purcell,	Henry	
(Ii)’	(Updated	28	May	2015)	<http://www.oxfordmusiconline.com>	[accessed	3	May	2019];	The	
Works	of	Henry	Purcell:	Duets,	Dialogues	and	Trios,	ed.	by	Ian	Spink	(London:	Novello	&	Co.	Ltd	for	
The	Purcell	Society,	2007),	p.	xii.	
Chapter	8:	Spirits	
	447	
Woodson	was	higher,	but	both	were	clergymen	and	such	mythological	portrayals	
may	not	have	been	deemed	appropriate	to	their	station,	so	Hart	and	Bowman	
might	have	been	the	intended	performers	of	Charon	and	Orpheus	respectively.	In	
Purcell’s	dialogue,	it	is	Orpheus	and	not	Charon	who	projects	the	more	assured	
and	dominant	role	in	the	interaction.79	Purcell	captures	the	urgency	in	the	love-
sick	Orpheus’s	demands	to	be	ferried	to	‘the	blest	Elysium’	in	pursuit	of	
Eurydice,	in	his	melodic	lyricism,	expressive	melismas	and	impatient	outbursts	
at	the	ferryman’s	lack	of	empathy	(‘For	pity’s	sake,	let	me	no	longer	stay.	Each	
minute	seems	to	be	a	lasting	day’)	all	framed	within	unsettled	and	reactive	
chromatic	harmony.	Charon’s	aside,	setting	the	scene	(Example	8.6a)	is	almost	
resigned	and	complacent	in	its	re-emphasis	of	the	‘gloomy	regions	of	despair’	
which	‘no	mortal	dare	invade’.	The	tonal	scheme	underpinning	Charon’s	
utterances	is	more	focused,	in	contrast	to	those	of	Orpheus,	in	the	tonic	F	major.	
His	fear	of	the	rising	tide	and	‘angry	winds’	overturning	the	boat—	Charon’s	
most	animated	musical	material	in	the	dialogue	—	assuaged	only	by	Orpheus’	
assurances	that	he	will	‘charm	their	rage	to	gentle	calms	of	peace’	(Example	
8.6b)	is	some	way	from	the	diabolical	monster	of	Dante.	The	lilting	triple-time	
chorus	that	follows	(‘Be	still,	ye	proud	waves’,	Example	8.6c)	lulls	the	tempest	
with	its	gentle	chromaticism	and	deference	to	‘great	Pluto’.	Purcell’s	dialogue	
embodies	all	of	what	we	come	to	expect	of	a	master	of	the	melodic	craft,	with	its	
forward-looking	flexibility,	attention	to	descriptive	details	and	an	increase	in	
scale	of	the	emotional	content	realised	through	the	music.		 	
																																																								
79	The	dialogue	is	published	in	Spink	(2007),	op.cit.,	No.	32,	pp.	144–149.	
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Example	8.6a:	Henry	Purcell,	‘Awake	dull	man’	from	Haste,	haste	gentle	
Charon	(c.1681/82),	bb.	12–24.	
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Example	8.6b:	Henry	Purcell	–	‘The	rising	tides…’	from	Haste,	haste	gentle	
Charon	(c.1681/82),	bb.	36–46.	
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Example	8.6c:	Henry	Purcell,	‘Be	still,	ye	proud	waves’	from	Haste,	haste	
gentle	Charon	(c.1681/82),	bb.	47–62.	
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Yet,	for	all	that,	the	basic	format	and	narrative	content	of	the	piece	was	still	
essentially	that	of	the	earlier	seventeenth	century.		
It	was	in	the	Charon	settings	by	Purcell’s	contemporary	Henry	Hall,	and	a	
later	version	by	Charles	King	that	the	format	showed	itself,	once	again,	capable	of	
making	a	political	impact.	
	
	
(ii)	‘Haste	Charon	haste	'tis	Noll	commands’—	settings	by	Henry	Hall	
(c.1656–1707)	and	Charles	King	(1687–1748).80	
	
The	fact	that	the	Charon	dialogue	continued	to	occur	in	post-Restoration	English	
music	can	be	attributed	to	a	number	of	factors.	The	format	and	principal	
character	were	familiar	to	educated	audiences	not	only	from	classical	references,	
but	also	in	musical	settings	from	recent	printed	sources	such	as	those	discussed	
above.	The	continuity	of	the	Charon	dialogue	from	the	pre-Commonwealth	era	
																																																								
80	Brewer’s	Dictionary	of	Phrase	&	Fable	18th	Edition.,	ed.	by	Camilla	Rockwood	(Edinburgh:	
Chambers	Harrap	Publishers	Ltd,	2009),	p.	956:	‘Old	Noll:	Oliver	Cromwell	(1599–1658)	was	so	
called,	Noll	being	a	familiar	form	of	Oliver.’	Complete	transcriptions	of	Hall	and	King’s	settings	
are	included	in	Appendix	A	below,	No.	16	and	17.	
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must	have	held	an	element	of	nostalgia	for	audiences,	but	is	also	a	demonstration	
of	the	durability	of	a	literary	form	which,	by	the	1660s	in	England,	had	already	
shown	itself	capable	of	accommodating	the	agendas	of	a	range	of	interlocutors,	
and	to	which	one	prominent	and	predictable	addition	was	still	to	be	added.		
	 Oliver	Cromwell’s	death	on	3	September	1658	had	created	a	power	
vacuum.	His	son	Richard	had	succeeded	to	the	title	of	Lord	Protector,	but	with	no	
power	base	was	forced	to	stand	aside	in	1659.	The	opposing	factions	in	
parliament	offered	no	clear	leader	which	enabled	Royalist	General,	George	
Monck	(1609–1670,	created	1st	Duke	of	Albemarle	in	1660)	to	march	on	London,	
entering	the	city	on	3	February	1660,	and	setting	in	train	the	events	leading	to	
the	issuing	on	1	May	1660	of	a	formal	invitation	by	parliament	to	the	exiled	
Charles	II	to	return	to	the	throne.		
Oliver	Cromwell’s	exhumation	and	posthumous	execution	at	Tyburn	on	
30	January	1661	along	with	the	similarly	exhumed	remains	of	General-at-Sea	
Robert	Blake,	Judge	John	Bradshaw	(who	had	presided	over	the	trial	of	Charles	I)	
and	Henry	Ireton	(Cromwell’s	son-in-law	who	was	a	leading	Parliamentary	
General	and	who	took	over	from	Cromwell	as	Lord	Deputy	in	Ireland	to	complete	
the	brutal	conquest	of	the	country)	was	clearly	a	symbolic	and	vengeful	act	in	the	
reclaiming	of	authority	by	the	Crown.81	To	Royalists,	Cromwell	was	the	arch-
nemesis,	and	therefore	it	seemed	inevitable	that	he	would	eventually	make	his	
																																																								
81	Not	everyone	within	the	establishment	roundly	condemned	Cromwell.	For	Samuel	Pepys’s	
view,	see	The	Shorter	Pepys,	ed.	by	Robert	Latham	(London:	Penguin	Books,	1985),	p.	100:	[entry	
for	4	December	1660]	‘This	day	the	parliament	voted	that	the	bodies	of	Oliver,	Ireton,	Bradshaw,	
and	[Pride]	should	be	taken	up	out	of	their	graves	in	the	Abby	and	drawn	to	the	gallows	and	
there	hanged	and	buried	under	it.	Which	(methinks)	doth	trouble	me,	that	a	man	of	so	great	
courage	as	he	was	should	have	that	dishonor,	though	otherwise	he	might	deserve	it	enough.’	The	
exhumation	in	fact	served	the	purpose,	along	with	the	Act	of	Indemnity	and	Oblivion	passed	the	
previous	August,	of	satisfying	the	nation’s	thirst	for	revenge	without	recourse	to	a	wholesale	
slaughter	–	see:	Tim	Harris,	Restoration:	Charles	II	and	His	Kingdoms	1660–1685	(London:	Allen	
Lane	/	Penguin	Books,	2005),	pp.	46–48.	
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literary	appearance	on	the	banks	of	the	Styx	to	be	consigned	to	eternal	
damnation	at	the	hands	of	the	lettered	loyalist	class	in	an	attempt	to	influence	
the	popular	imagination.		
	 Henry	Hall	(c.1656–1707)	is	considered	to	be	among	the	more	
distinguished	of	the	minor	composers	of	the	generation	of	Purcell,	though	he	
receives	little	more	than	passing	mention	in	many	published	works	on	the	
period.	As	a	fellow	chorister	with	Purcell	at	the	newly-reconstituted	Chapel	
Royal	under	Captain	Henry	Cooke	and	then	Pelham	Humfrey,	Hall	was	under	the	
influence	of	the	latter	as	a	composition	pupil	and	also	later	similarly	under	John	
Blow.	The	early	stages	of	his	subsequent	career	were	largely	based	on	the	music	
foundations	of	the	provincial	West	Country	cathedrals	of	Wells	and	Exeter	before	
settling	from	1679	in	Hereford	where	he	proceeded	from	Assistant	Organist	to	
Vicar	Choral,	and	finally	Organist	in	1688.82	Hall	was	ordained	Deacon	relatively	
late	in	life,	in	1698,	though	as	Bruce	Wood	suggests,	this	seems	to	have	been	
more	to	qualify	for	a	Dean	and	Chapter	preferment	than	necessarily	in	fulfillment	
of	a	spiritual	vocation.83	
	 Hall’s	dialogue	setting	of	the	anonymous	text	‘Haste,	Charon,	haste,	‘tis	
Noll	commands’	probably	dates	from	the	early	1680s,	and	is	included	in	the	
second	volume	of	Playford’s	The	Theater	of	Music	(1685),	which	in	itself	pointed	
towards	a	particular	ideological	stance.84	As	the	son	of	a	Royalist	Captain,	and	
																																																								
82	Bruce	Wood,	‘Hall,	Henry’	(2001)	<http://www.oxfordmusiconline.com>	[accessed	23	March	
2019].	Hall	was	also	a	poet	and	his	dedicatory	poem	included	in	John	Blow’s	Amphion	Anglicanus	
(1700),	p.	ii,	wryly	pokes	fun	at	his	own	provincial	situation:	
‘With	grated	Ears	I	saunter	out	my	days.		
Shore’s	most	Harmonious	Tube,	ne’er	strikes	my	ear,	
Nought	of	the	Bard,	besides	his	Fame,	I	hear:	
No	chaunting	at	St.	Paul’s,	regales	my	Senses,		
I’m	only	versed	in	Usum	Herefordensis.’	
83	Wood,	‘Hall,	Henry’	(2001),	op.cit.	
84	Henry	Playford,	The	Theater	of	Music:	or,	A	Choice	Collection	of	the	Newest	and	Best	Songs	Sung	
Chapter	8:	Spirits	
	454	
educated	in	the	Chapel	Royal	in	the	early	years	of	the	Restoration,	Henry	Hall	
was	too	young	to	have	remembered	the	interregnum	years	of	Cromwell’s	
Protectorate,	but	was	obviously	associated	in	his	formative	years	and	
subsequently	with	many	who	did,	and	was	therefore	undoubtedly	attuned	to	the	
anti-Cromwellian	sentiments	of	the	time.	Cromwell	(or	‘Noll’)	summons	Charon	
to	carry	him	across	the	Styx	to	Elisium,	but	the	deeds	and	character	of	the	Lord	
Protector	are	well-known	to	the	ferryman	(‘Proud	soul,	so	black’s	thy	guilt…’,	
bars	7–8)	which	sets	the	tone	for	the	remainder	of	the	dialogue.	Cromwell,	
fearful	of	his	deeds	catching	up	with	him	(‘Dear	Charon,	haste,	vast	streams	of	
injured	Blood	pursue,	and	horrid	as	it’s	view	and	fearful	as	it’s	hew’,	bars	13–17),	
is	answered	coolly	by	the	ferryman’s	mild	mocking	(‘Stay,	how	guilty	must	thou	
be	who	chooseth	Hell	for	Sanctuary.	Thy	weighty	crimes	will	never	let	thee	float,	
but	singly	thou	wilt	sink	my	mighty	boat’,	bars	18–25).	Cromwell	then	attempts	
to	intimidate	Charon	by	invoking	his	exalted	status	on	earth	(‘…you	now	
presume	too	far,	remember	what	I	was	in	War’,	bars	25–29)	and	equating	
himself	to	the	martyred	King	Charles,	but	is	promptly	put	in	his	place.	Charon	
then	launches	into	an	extended	triple-time	section,	further	marked	by	a	change	
of	key	to	D	major,	in	which	he	recounts	how	King	Charles	was	accepted	into	the	
company	of	the	Angels	(‘I	saw	him	ascend	whilst	Angels	stoop’d	down,	to	present	
a	new	throne,	and	the	loss	of	his	head	to	repay	with	a	huge	double	crown’,	bars	
40–52).	The	description	of	the	dead	Charles’	entry	into	Elisium	(‘Then	opened	
wide	Elisium’s	radient	gate,	and	in	they	flew,	in	gay	triumphant	state…’,	bars	67–
																																																																																																																																																														
At	the	Court,	and	Public	Theaters…the	Second	Book	(London:	Printed	by	J.	P.	for	Henry	Playford…,	
1685),	p.	47–51.		The	dialogue	also	appears	in	GB-Lbl,	Add.	Ms.	33234,	ff.	129v–132r,	which	
according	to	the	British	Library	Online	Catalogue	‘belonged	to	Charles	Morgan	of	Magdalen	
College,	Oxford,	in	1682.’	Other	manuscript	copies	of	this	dialogue	survive	in	GB-Och,	Mus.	49	No.	
13	pp.	133–140,	and	GB-Och,	Mus.	389	No.	19,	pp.	61–60.	
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70)	must	have	had	resonances	of	the	living	Charles	II’s	great	entry	into	London	
on	29	May	1660.85	Cromwell’s	indignant	response	to	threaten	to	remove	and	
replace	Charles	from	his	heavenly	throne	as	he	once	had	done	on	earth	meets	
with	Charon’s	final	pronouncement	on	his	destiny	(‘No,	tyrant,	no,	to	dens	full	of	
horror	thou	headlong	must	fall,	and	with	furies	as	black	as	thy	treason	must	
dwell…’,	bars	100–109).	The	dialogue	ends	with	a	lively	triple-time	SAB	chorus	
of	furies,	dragging	Cromwell	‘…down	to	th’Abyss’.		
	 The	majority	of	Hall’s	music	in	the	dialogue	shares	much	with	the	earlier	
Charon	dialogues	by	the	Lawes	brothers	in	utilising	a	Italianate	monodic	style	set	
for	solo	voice	and	continuo.	Charon	and	Cromwell	never	sing	together,	which	
suggests	that	the	two	characters	were	irreconcilable,	but	the	musical	setting	of	
the	exchanges	does	possess	a	conversational	immediacy	and	directness	(e.g.	bars	
24–25,		and	bars	99–100).	It	is	not	clear	in	either	the	1685	printed	version,	nor	
in	GB-Lbl,	Add.	Ms.	33234,	if	the	role	of	Noll,	which	uses	G2	clef,	is	intended	for	
treble	or	tenor.	The	latter	is	most	likely	to	be	the	case,	but	if	the	former	then	the	
contrast	between	the	vocal	sonorities	could	not	be	more	marked,	and	the	
authoritative	presence	of	the	bass	Charon	be	more	enhanced.	The	allocation	of	
the	final	chorus	to	other	singers,	implies	that	the	dialogue	might	have	been	
intended	for	some	kind	of	dramatic	presentation,	or	at	least	had	some	kind	of	
social	function	if	intended	for	performance	in	a	domestic	situation.	The	vocal	
writing	for	both	principal	characters,	again	like	the	Charon	dialogues	of	William	
and	Henry	Lawes	before	it,	avoids	extremes	of	pitch	and	is	free	of	intricate	
coloratura	and	ornamentation.	Hall	is	sympathetic	to	the	natural	stresses,	
																																																								
85	Described	in	The	Diary	of	John	Evelyn:	Volume	2,	ed.	by	Austin	Dobson	(London:	Macmillan	&	
Co.,	1906),	pp.	145–146.	
	
Chapter	8:	Spirits	
	456	
rhythms	and	pictorial	possibilities	in	the	text,	but	also	maintains	a	graceful	
melodic	line.	If	anything,	the	composer	tends	towards	a	more	conservative	style,	
and	it	may	have	been	that	a	familiarity	with	this	setting	from	the	1680s	and	the	
knowledge	that	greater	dramatic	possibilities	were	yet	to	be	exploited	may	have	
been	some	of	the	factors	that	inspired	Charles	King	to	select	the	very	same	text	
in	his	setting	of	nearly	50	years	later.		
The	Academy	of	Vocal	Music	(re-branded	‘The	Academy	of	Ancient	Music’	
around	1731,	and	which	continued	until	1802)	which	first	met	on	7	January	
1726	to	perform	and	promote	the	music	of	the	sixteenth	and	seventeenth	
centuries,	was	one	of	the	most	significant	of	the	music	clubs	and	societies	that	
emerged	in	eighteenth-century	London.86	The	membership	of	the	Academy	of	
Vocal	Music	was	originally	formed	of	professional	musicians	and	aristocratic	
enthusiasts,	and	the	first	meeting	records	thirteen	in	attendance	including	
composers	John	Galliard	and	J.	C.	Pepusch,	the	bass	and	cleric	Sampson	Estwick,	
and	the	composer-singer	Charles	King.87	
Charles	King	(1687–1748)	was,	from	1707,	the	Almoner	and	Master	of	the	
Choristers	of	St	Paul’s	Cathedral	in	succession	to	Jeremiah	Clarke	(c.1674–1707)	
under	whom	(and	John	Blow,	who	also	for	a	time	occupied	the	position	of	
Almoner)	he	had	been	a	chorister	at	St	Paul’s,	and	to	whom	he	was	later	
apprenticed.	In	the	same	year	he	succeeded	to	the	position	of	Almoner,	King	also	
took	the	degree	of	BMus	at	Merton	College,	Oxford	on	12	July,	and	in	October	
married	Clarke’s	sister	Ann,	at	a	service	in	St	Paul’s	officiated	by	minor	canon,	
																																																								
86	For	a	recent	survey	of	music	clubs	and	societies	in	England	in	the	eighteenth	century,	see:	
James	Hobson,	‘Musical	Antiquarianism	and	the	Madrigal	Revival	in	England,	1726–1851’	
(unpublished	doctoral	thesis,	University	of	Bristol,	October	2015),	pp.	36–44,	226.	
87	GB-Lbl,	Add.	Ms.	11732	consists	of	papers	relevant	to	the	first	establishment	of	the	Academy	of	
Vocal	Music,	1725–30.	The	source	includes	lists	of	subscribers,	accounts,	resolutions	and	minutes	
of	meetings.	
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the	Rev.	Sampson	Estwick.88		King,	who	was	also	initially	a	supernumerary	singer	
of	St	Paul’s	(‘for	the	small	stipend	of	14l.	a	year….until	31	Oct.	1730,	when	he	was	
admitted	a	vicar	choral	of	that	cathedral,	according	to	the	customs	and	statutes	
thereof’),	appears	to	have	taken	full	advantage	of	his	association	with	its	music	
foundation	to	contribute	substantial	amounts	of	service	music	and	anthems.89	A	
number	of	his	pieces	were	also	later	included	in	Arnold’s	Cathedral	Music	(1790)	
and	Page’s	Harmonia	Sacra	(1800).	Unfortunately	the	impression	Charles	King	
made	on	others	seems	to	have	been	rather	less	flattering.	Hawkins	records	that:	
King	composed	some	anthems,	and	also	services	to	a	great	number,	and	thereby	
gave	occasion	to	Dr.	Greene	to	say,	and	indeed	he	was	very	fond	of	saying	it,	as	
he	thought	it	a	witty	sentiment,	that	‘Mr	King	was	a	very	serviceable	man.’90	
	 	
Hawkins	goes	on	to	add	his	own	assessment:	
As	a	musician	he	is	but	little	esteemed:	His	compositions	are	uniformly	
restrained	within	the	bounds	of	mediocrity;	they	are	well-known,	as	being	
frequently	performed,	yet	no	one	cares	to	censure	or	commend	them,	and	they	
leave	the	mind	just	as	they	found	it.	Some	who	were	intimate	with	him	say	he	
was	not	devoid	of	genius,	but	averse	to	study;	which	character	seems	to	agree	
with	that	general	indolence	and	apathy	which	were	visible	in	his	look	and	
behaviour	at	church,	where	he	seemed	to	be	as	little	affected	by	the	service	as	
the	organ-blower.91	
	
Although	King	was	professionally	a	church	musician,	his	founding	membership	
of	the	Academy	of	Vocal	Music	showed	that	he	was	active	in	non-ecclesiastical	
music-making	for	which	he	did	also	compose	a	number	of	secular	works	
including	odes	and	catches.92	It	is	thought	that	King’s	setting	of	‘Haste	Charon	
																																																								
88	H.	Diack	Johnstone,	‘King,	Charles	(1687–1748)’	(23	September	2004)	
<http://oxforddnb.com>	[accessed	27April	2019].	‘’Kandruth-Kyte’’,	Alumni	Oxonienses	1500–
1714	(1891)	<http://www.british-history.ac.uk/alumni-oxon/1500–1714/>	[accessed	18	May	
2019]:	‘"student	of	musick."	Privilegiatus	8	July,	1707;	B.Mus.	from	Merton	Coll.	12	July,	1707;	a	
gent.	of	the	Royal	chapel;	of	the	church	of	Westminster,	and	of	St.	Paul's.	See	Hearne,	ii.	26;	and	
Rawl.	iv.	226.	[25]’	
89	John	Hawkins,	A	General	History	of	the	Science	and	Practice	of	Music	in	Five	Volumes:	Vol.	v	
(London:	T.	Payne	&	Son,	1776),	p.	102.	
90Ibid.,	v,	p.	102.	
91	Ibid.,	v,	p.	102.	
92	For	a	list	of	surviving	works,	see:	Watkins	Shaw	and	H.	Diack	Johnstone,	‘King,	Charles’	(2001)	
<http://www.oxfordmusiconline.com>	[accessed	18	May	2019].	
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haste	'tis	Noll	commands’,	which	is	dated	‘1731’	in	the	autograph	score	was	
probably	composed	for	performance	at	one	of	the	Academy	meetings,	which	took	
place	on	alternate	Fridays.93	At	first	sight,	this	substantial	setting	of	the	dialogue	
between	Charon	and	Cromwell	seems	somewhat	anachronistic,	coming	over	70	
years	after	the	Lord	Protector’s	death	in	1658.	The	choice	of	text,	referring	to	
political	events	that	took	place	in	the	seventeenth	century,	met	in	that	sense	the	
Academy’s	stated	aim	to	promote	the	appreciation	of	aspects	of	culture	from	this	
earlier	(though	not	exactly	‘Ancient’)	period,	but	the	musical	application	is	in	any	
case	much	more	contemporary.	The	references	to	the	beheaded	King	Charles	in	
the	text,	may	be	seen	as	a	witty	play	on	the	composer’s	own	name,	but	what,	if	
any	serious	purpose	was	there	to	this	choice	of	text?	It	is	possible,	though	not	
ascertained	that	Charles	King	was	familiar	with	the	Henry	Hall	setting	either	in	
manuscript,	or	as	is	more	likely,	in	the	more	widely	disseminated	printed	format.	
There	is	some	trace	of	Hall’s	approach	to	the	musical	setting	in	general	
similarities	in	the	opening	melodic	architecture	of	some	of	the	exchanges	(for	
example,	‘Stay,	Stay’,	and	‘Weak	shade’)	and	a	similar	recourse	to	major	tonality	
and	triple-time	for	‘I	saw	him	ascend’	which,	it	might	be	argued,	is	inherent	in	
any	case	in	the	poetic	metre.	In	all	other	aspects	of	the	musical	setting	King’s	
approach	owes	more	to	the	influence	of	Italian	opera	and	most	likely	the	music	
of	Handel	that	was	taking	London	by	storm	at	the	time.		The	publication,	for	J.	
Stone,	of	A	Collection	of	Loyal	Songs	written	against	the	Rump	Parliament	in	two	
volumes	in	1731	offers	not	only	the	probable	source	and	inspiration	for	King’s	
choice	of	text,	but	also	in	its	dedication	—‘To	all	true	lovers	of	our	constitution	
both	in	Church	and	State,	This	Collection	of	Loyal-Songs	(hoping	they	will	
																																																								
93	Hobson	(2015),	op.cit.,	p.	37.		
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contribute	towards	making	us	both	Merry	and	Wise)	is	most	humbly	Dedicated	
by	Their	most	Obedient	Servant,	The	Editor’—and	at	greater	length	in	‘The	
Introduction’,	offers	the	rationale	for	its	publication.94	The	Editor	contrasts	the	
realm	of	1731	with	that	of	the	Civil	War	and	Commonwealth:	
For	the	Reader	is	to	know,	that	those	Songs	were	made	in	the	Time	of	the	Great	
Rebellion;	when	that	Mad	and	Enthusiastick	Spirit,	which	then	reigned	in	this	
Nation,	filled	us	with	Murther	and	Bloodshed;	destroyed	the	best	of	Kings,	
subverted	our	happy	Constitution,	and	introduced	a	wild	State	of	Anarchy	and	
Confusion.95	
	
The	Introduction	goes	on	to	show	how	in	the	midst	of	such	anarchy	and	
confusion:	
Men	of	more	Sagacity	and	Penetration,	easily	perceived	the	fatal	Tendancy	of	
Sedition…..so	they	employed	the	several	Wits	of	the	Age,	Men	famous	for	their	
Writings,	as	well	as	their	Loyalty,	to	expose	its	[the	growing	Hydra’s]	Deformity,	
as	a	proper	Object	both	of	Horror	and	Ridicule…	
	
The	population	of	Britain	in	1731	was	living	in	an	age	of	relative	peace	and	
tranquility.	George	II,	who	had	succeeded	to	the	throne	in	1727,	was	a	popular	
monarch.	Robert	Walpole,	generally	regarded	as	Britain’s	first	Prime	Minister,	
had	been	in	power	since	1721,	and	whose	frank	and	hearty	manner	belied	a	
political	subtlety	and	administrative	skill	that	saved	the	Whigs	in	the	aftermath	
of	the	South	Sea	Bubble,	and	who	was	given	royal	support	by	both	George	I	and	
II.96	The	Treaty	of	Seville	of	1729	had	brought	the	Anglo-Spanish	War	(1726x27–
1729)	to	an	end,	and	Walpole’s	ongoing	diplomacy	in	Europe	(for	example,	the	
Second	Treaty	of	Vienna	of	March	1731,	which	replaced	the	Anglo-French	
alliance	with	an	alliance	with	Austria)	was	primarily	concerned	with	preventing	
																																																								
94	J.	Stone,	A	Collection	of	Loyal	Songs:	Written	Against	the	Rump	Parliament,	Between	the	Years	
1639	and	1661…in	Two	Volumes	(London:	Printed	for	J.	Stone,	near	Grays-Inn,	and	sold	by	G.	
Strahan,	in	Cornhill	[etc.],	1731).	
95	‘Introduction’	in	Volume	I	of	J.	Stone	(1731),	op.cit.	
96	Walpole	was,	by	the	later	1720s,	falling	out	of	favour,	and	was	openly	mocked	on	stage.	The	
character	Bob	Booty—a	well-known	nickname	for	Walpole	at	the	time—featured	in	Gay’s	The	
Beggar’s	Opera	(1728),	which	lampooned	the	English	fascination	with	Italian	opera,	as	well	as	
laying	bare	corruption	and	injustice	in	politics	and	society	at	large.		
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Britain	being	drawn	into	any	further	continental	military	conflict.	The	intention,	
therefore,	of	the	editor	of	A	Collection	of	Loyal	Songs	is	clearly	stated:	
But	sure	I	am,	that	no	better	Antidote	can	be	prescribed	to	the	good	People	of	
England,	against	any	such	contingent	Evil,	than	what	is	offered	in	this	little	Book:	
For	it	is	a	received	Observation	….that	your	Men	of	heavy	and	melancholick	
Complections	are	always	most	addicted	to	Sedition	and	Mutiny;	such,	as	are	of	a	
gay	and	merry	Disposition,	are	void	of	Gall	and	Discontent,	and	uncapable	of	
harbouring	the	least	malevolent	Thought	against	any	Government.		
	
‘Tis	not	of	more	private	Advantage	therefore,	than	it	is	of	happy	Emolument	to	
the	whole	Kingdom,	and	to	the	Ease	and	Tranquility	of	our	Governours	both	in	
Church	and	State,	that	his	Majesty’s	good	subjects	are,	by	this	Means,	furnished	
with	a	Set	of	Songs,	which	represent	(in	their	proper	and	lively	Colours),	the	
Madness	and	Horrors	of	the	Great	Rebellion;	whereby	they	may	be	taught	to	sing	
themselves	insensibly	into	a	settled	Loyalty,	and	(if	possible)	to	make	those,	who	
are	of	a	contrary	Opinion,	ashamed,	if	not	convinced,	of	the	Naughtiness	of	their	
Principles.	
	
Charles	King’s	motivation	for	reviving	the	Charon	and	Noll	dialogue,	and	with	it	a	
well-known	bogey-man	from	the	not-so-distant	past,	can	therefore	be	seen	as	
part	of	a	wider	cultural	and,	possibly	by	implication,	political	movement	to	keep	
and	perpetuate	peace	and	tranquility.	To	include	a	setting	of	such	a	text	in	one	of	
its	programmes,	or	indeed	simply	as	a	contribution	to	its	growing	library,	the	
Academy	of	Vocal	Music	/	Ancient	Music	was	making	a	clear	statement	of	loyalty	
to	the	Crown,	and	to	the	general	welfare	of	the	nation.			
King’s	setting	of	‘Haste	Charon,	haste,	'tis	Noll	commands’	(see	Appendix	
A,	No.	17)	survives	in	one	manuscript	source	in	the	Royal	Academy	of	Music.97	
The	piece	contrasts	with	the	earlier	Henry	Hall	version	in	nearly	every	aspect,	
the	most	obvious	of	which	is	in	sheer	scale	whereby	King	has	expanded	the	
original	dialogue	into	a	mini-cantata	consisting	of	some	fourteen	sections	
combining	recitative,	aria,	instrumental	sections	and	a	concluding	chorus	for	
SATB	choir	and	ensemble.		Charon	does	not	make	his	first	appearance	in	the	
																																																								
97	GB-Lam,	Ms.	96,	which	also	contains	Charles	King’s	undated	setting	of	part	of	an	Ode	by	Dryden	
(‘Twas	at	the	Royal	Feast’)	in	honour	of	St	Cecilia.	See	also	Bryan	White,	Music	for	St	Cecilia’s	Day:	
From	Purcell	to	Handel	(Woodbridge:	Boydell	&	Brewer,	2019),	pp.	304	and	312–316.	
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dialogue	until	bar	48,	following	the	E-flat	major	orchestral	‘Prelude’	which	runs	
straight	into	the	tenor	Cromwell’s	opening	aria	in	which	the	deceased	Lord	
Protector’s	malevolence	towards	the	realm	(‘I	am	he	that	made	three	kingdoms	
bleed’)	is	quickly	made	apparent	and	reiterated	four	times.		The	bass	Charon’s	
entry	(bars	48–54)	has	an	air	of	familiarity	to	it	in	the	use	of	the	recitative	style	
that	is	a	hallmark	of	earlier	Charon	dialogues,	but	the	text	repetition	(‘…and	
seem’st	a	beauty	spot	to	whiten	hell’)	and	the	modulatory	nature	of	the	
underlying	continuo	harmony	soon	reminds	the	listener	that	this	is	a	conception	
more	akin	to	contemporary	opera,	oratorio	or	cantata	than	seventeenth	century	
monody.	The	following	F	minor	adagio	aria	for	Cromwell	(‘Dear	Charon,	haste’,	
bars	55–83)	in	which	his	guilty	conscience	and	fear	of	retribution	is	exposed	is	
one	of	several	places	in	the	piece	where	there	is	a	short	orchestral	play-out,	
perhaps	indicative	of	allowances	for	movement	and	interaction	between	
characters	in	an	acted	/	semi-staged	rather	than	a	more	static	‘concert’	
performance.	Charon’s	vivace	aria	‘Stay,	stay,	stay,	how	guilty	must	thou	be’	(bars	
84–99)	is	characterized	by	disjunct	falling	leaps	at	the	beginning	of	each	vocal	
phrase,	and	heavy	crotchet-minim	patterns	in	the	string	writing	which	seem	to	
reflect	the	line	‘Thy	weighty	crimes	will	never	let	thee	float’.	The	humour	of	
Charon’s	observation	that	‘but	singley,	thou	wilt	sink	my	mighty	boat’	is	much	
reiterated	(bars	147–190),	followed	by	nine	bars	of	orchestral	play-out.	
Cromwell’s	attempt	in	the	short	recitative	(bars	200–203)	to	put	Charon	in	his	
place	by	invoking	his	war	record	is	quickly	re-buffed	by	the	ferryman	in	a	bi-
partite	aria	in	which	the	first	section	(‘Weak	shade,	thou	art	too	bold’,	bars	204–
215)	incorporates	dramatic	French	style	dotted	rhythms	and	subtle	word	
painting		(‘Thy	course	was	downward	still,	his	was	still	above’,	bars	209–215);	
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and	the	second	section,	marked	Largo	and	in	triple	time,	which	utilizes	straight	
rhythms	as	Charon	relays	the	account	of	the	saint-like	reception	given	to	King	
Charles	I	by	the	angels.	A	little	dramatic	colour	is	deployed	in	the	vocal	setting	of	
the	word	‘fly’	(bars	246–247)	before	the	dotted	rhythms	return	in	the	concluding	
instrumental	section	(bars	258–265).	The	attention	remains	with	Charon	for	the	
next	aria	‘Then	open’d	wide	Elisium’s	radiant	gates’	(bars	265–314)	that	returns	
to	the	opening	tempo	(‘Tempo	Ordinario’)	and	key	of	E-flat	major,	and	is	in	full-
blown	Italian	coloratura	style.	This	is	clearly	music	intended	for	a	trained	
professional	singer	(e.g.	‘Saints	rejoic’d	all	above’,	bars	298–306)	of	the	sort	that	
would	have	made	up	at	least	part	of	the	membership	of	the	Academy	of	Vocal	/	
Ancient	Music.	The	manuscript	does	not	give	any	clues	as	to	the	identity	of	the	
original	bass	soloist,	but	the	basses	Sampson	Estwick,	and	Bernard	Gates	were	
both	prominent	members	of	the	Academy	at	this	time,	the	latter	as	Master	of	the	
Chapel	Royal	Choristers	since	1727,	was	able	to	continue	to	provide	trebles	for	
Academy	performances	after	the	Bononcini–Lotti	controversy	implicated	
Maurice	Greene’s	involvement	and	resulted	in	the	withdrawal	of	himself	and	his	
St	Paul’s	Choristers	from	the	Academy	around	1731.98	Cromwell’s	final	recitative	
and	G	major	aria	(‘Twas	brave’	/	‘But	Charles	from	his	seat	shall	remove’,	bars	
315–362)	is	cut	short	by	Charon’s	dramatic	interjection	(‘No,	tyrant,	no!’,	bar	
264,	which	echoes	the	double	‘Haste’	of	the	opening	aria)	which	leads	into	
Charon’s	final	hypnotic	adagio	where	his	final	dreadful	and	sombre	
condemnation	of	Cromwell	is	played	out	over	steady	quaver	repetitions	in	the	
basso	continuo	which	are	enlivened	with	three-semiquaver	rhythmic	ostinati	in	
the	violins.	Charon’s	incantations	are	especially	statuesque	in	this	section,	with	
																																																								
98	Hobson	(2015),	op.cit.,	p.	39.	
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one	concession	to	illustrative	gesture	in	his	climactic	‘thou	headlong	must	fall’	
(bars	368–369)	which	appropriately	includes	the	character’s	highest	note	of	the	
work	(f	’).	The	concluding	chorus	(‘Drag	him	down	to	th’Abyss’,	bars	381–end),	
scored	for	SATB,	strings	and	continuo,	is	resonant	of	Purcell’s	dramatic	music	in	
its	rolling	and	hissing	serpents,	and	includes	the	work’s	final	warning	to	
audiences	of	its	own	age:	‘Proud	tyrants	on	Earth	shall	be	slaves	here	below’.		
	 Charles	King’s	Charon	dialogue	is	not	the	finest	example	of	Italianate	
music	extant	in	London	in	the	1730s,	but	it	is	a	colourful	and	interesting	work	
that	is	engaging,	not	only	for	its	building	on	a	foundation	of	a	long	tradition	of	
intimate	Charon	dialogue	settings	in	England,	but	also	for	the	way	in	which	it	
adapts	and	expands	the	format	into	the	more	fashionable	Italianate	style	that	
was	being	promoted	by	professional	institutions	such	as	the	Academy	of	Vocal	
Music.			
	
(iii)	Johann	Ernst	Galliard	:	‘Thus	without	wind	or	tide	to	guide	this	vessel’	
(or	‘Charon	in	his	Bark’)	from	Merlin;	or	the	Devil	of	Stone	Henge.	Text	by	
Lewis	Theobold.99	
	
The	pantomime	Merlin;	or	the	Devil	of	Stone	Henge	had	been	offered	to	Rich’s	
Covent	Garden—a	theatre	well	versed	in	the	pantomime	genre	throughout	its	
heyday	in	the	1720s—but	due	to	financial	pressures	it	was	turned	down.	So	it	
was	at	Colley	Cibber’s	Drury	Lane	that	Merlin	was	first	performed	as	an	
afterpiece	to	a	revival	of	Congreve’s	The	Mourning	Bride	on	12	December	
1734.100		The	promotion	of	the	production,	effectively	a	sequel	to	Galliard’s	1723	
																																																								
99	A	full	transcription	of	this	song	is	included	in	Appendix	A	below,	No.	18.	
100	The	London	Stage,	Part	III,	Vol.	1	(1729–36),	pp.	440–444.	Page	440	provides	details	of	cast.		
Merlin	was	subsequently	performed	on	13	Dec	with	The	Tender	Husband;	on	14	Dec	with	The	
Recruiting	Officer;	on	16	Dec	with	The	Old	Bachelor;	on	17	Dec	with	Rule	a	Wife	and	Have	a	Wife;	
and	on	18	Dec	with	The	Merry	Wives	of	Windsor,	after	which	it	disappears.	
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The	Necromancer	or	Harlequin	Dr.	Faustus,101	promised	much	to	attract	an	
audience	from	several	alternative	productions	offered	in	London	theatres	on	the	
same	night.102	Cibber’s	entrepreneurial	spirit	notwithstanding,	the	
entertainment	was	not	in	tune	with	the	promoter’s	interests,	and	it	failed	after	
only	a	few	performances.103			
	 ‘Thus	without	wind	or	tide	to	guide	this	vessel’	makes	its	doleful	
appearance	towards	the	end	of	the	pantomime	and	is	framed	by	a	rather	more	
energetic	chorus	of	demons	(‘Rejoice	thro’	all	these	dreary	plains’)	who	are	
expressing	glee	at	Harlequin’s	seizure	and	carrying	away	by	spirits.		Gone	is	the	
dialogue	format.	The	Charon	we	encounter	in	this	short	solo	song	retains	the	
bass	sonority,	and	with	it	the	dour	character	seen	in	other	settings	discussed	
above,	but	we	can	detect	in	some	of	his	utterances	(‘For	by	so	many	ways,	
mortals	shorten	their	days,	that	there’s	never	no	rest	for	my	Wherry.	Some	the	
Doctors	dispatch,	and	some	Squire	ketch,	each	meets	a	death	of	his	own	seeking’)	
a	thick	veneer	of	dark	and	dry	humour.	With	lines	intended	to	evince	a	laugh	
from	the	audience,	Charon	is	no	longer	the	figure	of	fear	and	fate	seen	in	Dante’s	
Inferno	and	in	Michelangelo’s	Last	Judgment.	The	sung	line	is	in	no	way	a	
																																																								
101	First	performed	at	LIF	on	20	Dec	1723	–	see	The	London	Stage,	Part	II,	Vol.	2	(1717–29),	p.	
751.	The	Character	of	Charon	also	appeared	in	this	production,	most	likely	performed	by	‘Lagur’	
/	Laguerre	who	is	also	listed	in	the	cast	for	the	1734	Merlin.	Also	see	Fiske	(1973),	op.cit.,	pp.	78–
80	which	mentions	that	Necromancer,	and	another	version	of	Harlequin	Dr.	Faustus	by	Thurmond	
staged	four	weeks	later	at	Drury	Lane,	‘…were	extremely	popular	for	several	decades,	mainly	
because	they	allowed	for	the	introduction	of	an	imposing	devil	at	the	start,	and	a	whole	horde	of	
hellish	inhabitants	at	the	end.	In	the	darkened	theatres	such	spectral	creatures	made	the	flesh	
creep	agreeably,	and	the	stage	trickery,	the	very	spice	of	all	pantomimes,	could	be	effectively	
motivated	by	demonic	intervention’	(p.	79).	
102	The	London	Stage,	Part	III,	Vol.	1	(1729–36),	pp.	440–444.	p.	440:	‘Afterpiece:	A	New	
Pantomime	Entertainment.	[By	Lewis	Theobald	and	John	Galliard.]	With	New	Habits,	Scenes,	
Machines,	and	other	Decorations.	No	Money	under	the	full	Price	to	be	taken	during	the	whole	
Time	of	the	Performance.	The	advanc'd	Money	to	be	return'd	to	those	who	go	out	before	the	
Overture	of	the	Entertainment	begins.	51.,	31.,	21.,	1s.’	
103	Fiske	(1973),	op.cit.,	p.	165.	Fiske	states	that	‘a	description	survives	but	not	the	music.’	In	fact,	
the	score	does	survive	in	Durham	Cathedral	Library	(GB-Drc,	Ms.	E30),	which,	from	the	plentiful	
playing	directions	to	musicians	is	clearly	a	performing	score.		
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sophisticated	demonstration	of	vocal	pyrotechnics.	Charon’s	sung	rhythms,	along	
with	the	string	accompaniment,	are	almost	entirely	constructed	of	simple	minim	
and	crotchet	durations,	and	the	vocal	line	is	doubled	throughout	by	the	continuo	
bass.	The	part	is	almost	definitely	intended	for	an	actor	rather	than	a	
professional	singer,	most	likely	affecting	a	comic	character,	drawing	even	more	
mirth	from	the	audience.	In	the	same	way	as	god,	sorcerers,	witches	and	devils	
lost	the	terrifying	dimensions	to	their	characters,	so	also	with	the	ferryman	who	
now	seemed	to	hold	no	more	threat	to	rational	audiences	than	the	functionary	
boatmen	who	would	routinely	convey	passengers	to	and	fro	across	the	Thames	
every	day.		
	 Many	of	the	Charon	dialogues	discussed	above	had	something	to	say	to	
their	own	times,	which	in	its	more	flexible	usage	in	England	at	least,	helped	to	
perpetuate	the	genre	throughout	the	seventeenth	and	early-eighteenth	century.	
The	adoption	of	the	Charon	dialogue	by	institutions	such	as	the	Academy	of	
Vocal	Music,	which	was	primarily	concerned	with	the	curatorial	preservation	
and	faithful	reproduction	of	the	music	of	bygone	ages	by	professional	musicians	
for	an	audience	no	longer	proactive	in	the	creative	process	beyond	their	aural	
engagement,	may	have,	in	the	opinion	of	some	scholars,	have	helped	to	seal	the	
fate	of	a	genre	that	had	hitherto	thrived	as	a	tool	of	social	and	political	
comment.104	Yet,	as	with	other	supernatural	characters	on	the	London	stage,	it	
was	more	likely	the	metamorphosis	of	Charon	from	a	figure	of	fear	into	an	object	
of	humour	that	ultimately	consigned	the	Infernal	Dialogue	to	a	watery	grave.		
																																																								
104	Richard	Taruskin,	The	Oxford	History	of	Western	Music.	Vol	2:	Music	in	the	Seventeenth	and	
Eighteenth	Centuries	(Oxford:	Oxford	University	Press,	2010),	p.	639.	
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This	dissertation	has	argued	that	the	emergence	of	the	solo	bass	voice	in	the	
seventeenth	century,	distinct	from	functioning	hitherto	as	the	sturdy	foundation	
of	choral	textures,	provided	a	means—within	the	new	dramatic	musical	language	
of	the	age—of	giving	voice	to	well-established	theatrical	archetypes	(Chapter	1).	
New	sung	genres	developed	and	flourished	in	the	musical	landscape	in	England	
throughout	the	1600s	growing	from	native	traditions	and	tastes	(Chapter	2),	but	
also	in	response	to,	and	reinforced	by,	developments	in	Italian	and	French	vocal	
music—principally	opera.	The	associations	and	expectations	that	shaped	the	
nature	of	bass	solo	singing	in	England	provided	a	powerful	tool	for	creators	of	
theatrical	productions	to	present	vivid	and	impactful	characterisations	that	
would	resonate	with	audiences	(Chapters	5–8).	Many	in	those	audiences	would,	
in	other	contexts,	hear	the	bass	solo	voice	similarly	deployed	as	the	key	
authoritative	voice	of	royal	propaganda	(Chapter	3),	or	of	ecclesiastical	counsel	
(Chapter	4).	Even	as	the	nature	of	English	stage	productions	re-oriented	in	
response	to	shifting	audience	tastes;	criticisms	of	the	immorality	of	the	
Restoration	theatre;	and	the	attempts	to	establish	Italian	opera	practice	in	the	
void	where	a	native	tradition	of	opera	could	have	grown,	the	supernatural	bass	
voice	maintained	a	hold	on	some	of	the	established	associations	and	
archetypes—even	if	that	meant	eventually	going	with	the	theatrical	shift	
towards	the	trivial	and	pantomimic	and	pointing	towards	the	basso	buffo	roles	of	
operas	by	Mozart	and	others	later	in	the	eighteenth	century.	A	survey	of	the	bass	
roles	in	the	oratorio	repertory	of	Handel,	reveals	that	supernatural	/	priestly	
characters—for	example,	priestly	figures	in	Deborah	(1733),	Gideon	(1746),	
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Semele	(1744),	and	Solomon	(1748)—account	for	about	25%	of	the	solo	bass	
roles;	kingly,	noble,	heroic	and	militaristic	characters—for	example,	with	Kingly	
associations	in	Saul	(1738),	Semele	(1744),	Theodora	(1750),	Joseph	and	his	
Brethren	(1747)	and	Alexander	Balus	(1747)	and	with	military	figures	in	Esther	
(1718,	rev.	1720),	Israel	in	Egypt	(1739),	Judas	Macabbeus	(1746),	Samson	
(1742)	and	Jeptha	(1751)—account	together	for	about	45%;	and	the	remaining	
roles	covering	a	range	of	characters	including	fatherly	figures	(for	example,	
‘Manoah’	in	Samson	(1742),	messengers	(Alexander	Balus,	1747),	a	judge	(in	
Susanna,	1748)		and	at	least	one	appearance	(in	the	early	oratorio	La	
resurrezione,	1708)	of	Lucifer.	This	shows	that	archetypes	that	continued	or	
emerged	in	the	years	following	the	Restoration	persisted,	in	Oratorio	at	least,	
until	well	into	the	eighteenth	century,	with	the	authoritative	voice	moving,	as	
seen	in	the	ode	repertory	earlier,	into	greater	prominence.	
In	addressing	the	need	for	specific	research	on	the	bass	voice,	and	its	use	
in	later-seventeenth	and	early-eighteenth	century	English	music	in	particular,	
this	dissertation	presents	a	number	of	possible	areas	for	future	research.	Firstly,	
in	the	identification	of	certain	recurring	archetypes	with	strong	fundamental	
associations	to	the	bass	voice,	patterns	and	conventions	that	developed	over	
time	may	be	suggested	in	the	material	and	methodology	employed.	Further	
archetypes	may	be	discerned	which,	for	reasons	of	space	in	the	current	
dissertation	have	had	to	be	omitted	(for	example,	basses	as	drunkard	characters	
or	as	priests),	but	which	may	be	illuminated	by	the	categories	covered	here.	At	a	
number	of	points	in	this	dissertation,	it	has	been	possible	to	link	perceptions	of	
bass-voiced	solo	material	in	England	with	precedents	or	similar	developments	in	
continental	practice.	Future	research	could	broaden	out	to	encompass	material	
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on	a	European	scale	and	perhaps	even	further	afield	to	the	new	world,	where	
other	local	factors	and	traditions	might	colour	the	reception	of	the	bass	voice	in	
such	contexts.	
	 As	argued	in	the	introduction,	the	methodology	of	employing	dramatic	
and	cultural	archetypes	has	enabled	a	useful	investigative	paradigm	that	cuts	
across	genres,	eras	and	repertoire,	and	is	an	approach	that	could	easily	be	
applied	to	other	voice-types.	It	was	also	pointed	out	in	the	introduction	that	this	
dissertation	does	not	deal	in	detail	with	matters	of	performance	practice,	pitch	
standard,	physiology	or	pedagogy;	though	all	of	these	would	form	fascinating	
adjuncts	to	the	material	that	is	covered,	and	open	up	fruitful	avenues	of	
investigation	emanating	from	this	key	period	of	English	musical	history.		
	 The	biographical	Appendix	B	brings	together	some	of	the	most	up-to-date	
information	on	a	considerable	number	of	known	basses	in	England	in	the	period	
covered	by	the	dissertation.	Some	were	major	or	significant	musical	figures	of	
their	times,	others	are	perhaps	of	a	more	modest	type	of	musician,	but	
collectively	they	represent	an	interesting	cross-section	of	the	musical	life	of	
England—and	London	in	particular.	There	is	much	even	in	these	individual	
stories	to	merit	further	investigation.	For	example,	a	number	of	the	basses	
mentioned	were	making	a	living	by	combining	freelance	singing	work	in	theatres	
and	other	contexts	such	as	musical	societies	(for	example,	The	Academy	of	
Ancient	Music	from	the	1720s)	with	positions	in	ecclesiastical	choral	foundations	
such	as	the	Chapel	Royal,	Westminster	Abbey	and	St	Paul’s,	and	could	therefore	
present	the	basis	of	a	more	far-reaching	investigation	into	freelance	musical	
careers	in	London	in	the	period	and	beyond	to	the	present	day.			
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	 Many	of	the	approaches	taken	in	this	dissertation	might	also	be	applied	to	
later	repertoire	and	practices.	The	definitive	history	of	late-eighteenth	and	early-
nineteenth	century	English	theatrical	and	ecclesiastical	music	is	yet	to	be	
written,	and	remains	an	area	that	is	still	under-researched.	The	use	of	character	
and	archetypes	and	their	reception	could	provide	an	interesting	way	into	that	
particular	aspect	of	repertoire	and	social	history.		
	 Finally,	the	intention	of	this	dissertation	has	been	to	lift	the	lid	on	a	voice	
type	that	has	often	been	taken	for	granted,	but	which	has	its	own	distinct	
identity	and	role	within	the	drama	and	theatricality	of	stage	or	worship	space.	
Even	though	the	dissertation	has	not	dealt	with	technical	or	pedagogical	issues	
such	as	physiology,	or	specific	aspects	of	performance	practice,	it	is	hoped	that	
this	work	will	have	much	to	offer	bass	performers	and	scholars	dealing	with	the	
material	of	this	fascinating	period	of	English	music.	It	is	also	hoped	that	the	
research	presented	here	will	enable	audiences	to	hear	and	appreciate	the	music	
and	the	role	of	bass	singers	in	this	era	in	new	ways.	The	dissertation	provides	a	
broader	understanding	of	how	bass	characterisation	is	deeply	rooted	in	
historical	context	(for	example,	the	strong	links	to	classical	theatrical	practice	
profiled	in	Chapter	2,	and	the	political	meanings	attached	to	the	Charon	
characterisations	in	Chapter	8).	It	does	much	to	highlight	how	the	bass	voice	was	
employed	in	response	to	the	prevailing	stock	of	expectation	and	archetype,	and	
how	this	influenced	creative	decisions	by	both	leading	and	peripheral	composers	
working	in	the	late-seventeenth	and	early-eighteenth	centuries.	By	illuminating	
aspects	of	key	bass	characterisations	in	this	way,	as	well	as	bringing	to	light	
neglected	repertoire	(of	which	there	is	much	more	to	discover),	it	is	hoped	that	
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this	dissertation	will	influence	performers	and	scholars	to	explore	music	
composed	for	bass	singers	in	particular	with	greater	clarity	and	understanding.		
	 	
	
